As I move up and down the stairs, an unsolicited, but corporeally precipitated memory introduces a note of creative difference into my movement, animating this movement with the resonance of another performance: the summer of 1913, a theatre in Hellerau, near Dresden, the production of a number of scenes from Christophe Willibald von Gluck's opera Orpheus and Eurydice, and, in particular, Orpheus's`D escent into the Underworld''. Although it is not called up deliberately on my part, the irruption of this memory into my movement does not emerge from the ether. In the months leading up to the collaboration I have encountered images and accounts of the performance of Orpheus and Eurydice in the context of research into a practice called eurhythmics. This practice emerged in Geneva at the end of the 19th century and beginning of the 20th century through the efforts of a Swiss composer and pedagogue Emile Jaques-Dalcroze (1) (1865^1950) to develop a system of musical education through rhythmic movement. After popularising this practice throughout Europe, Dalcroze collaborated with a theatre designer, Adolphe Appia (1862^1928), on the productions of Orpheus and Eurydice, productions that met with much success.
So I have a cursory familiarity with this production by the time I come to participate in the research residency at the Chisenhale. Yet I do not enter into this residency with the intention of effecting its reenactment. Rather, in the space of that corridor and stairwell the event of the memory of the document of this performance emerges unexpectedly but affectively through the difference in repetition of movement, through the kinaesthetic refrain of footsteps up and down the stairs and along the floor, and through the refraining lines of Petra's speaking. In effect what happens is this: the affective relations between these lines of movement somehow cross a threshold of consistency in such a way as to produce an event-full space through which memory emerges without recollection, a space in which the actuality of the present is charged with the enlivening potential of the virtual, that``pressing crowd of incipiencies and tendencies'', a``realm of potential ... where futurity combines, unmediated, with pastness'' (Massumi, 2002a, page 30) . This paper is concerned with how such event-full moments might become implicated in the activity of geographical research as part of the effort to apprehend the historical and cultural geographies of practice and performance (Matless, 1995; Nash, 2000; Wylie, 2002a; 2002b) . More specifically, in this paper I explore how, rather than being figured perhaps as a deviation from geographical concerns with the power of practice and performance, such moments, and the condition of their emergence, can actually expand the field of potential in which geographers move. The paper works to demonstrate that this is because such moments valorise and draw out the affective power of the nonrepresentational processes that animate and enliven spaces of practice and performance (Thrift, 1997; . Such moments provide a way of allowing geographical engagements with the power of practice and performance to realise better that this power is always as much a matter of being affected as it is a matter of affecting (Deleuze, 1986) .
The particular contribution of the paper is its argument that the effort to draw out the affective power of practice and performance can be given conceptual consistency by a diagrammatic style of thinking. Emerging primarily from the connections between Gilles Deleuze's (1986) reading of Michel Foucault's cartography of power, and ideas in contemporary cultural theory (Massumi, 2002a; 2002b) and architectural theory (Eisenman 1999; Lynn, 1998; Vidler, 2001) , the concept of the diagram is put to work
(1) Jaques-Dalcroze is frequently referred to simply as Dalcroze and for the sake of convenience I shall follow this convention. However, in the references his texts are listed under his full name.
in this paper in a way that is generative of a space of enactment that admits and is animated by the affective, excessive power of the nonrepresentational.
In developing this diagrammatic argument, the paper is organised as follows. I first consider how the concept of the diagram provides a way of extending geographical concerns with practice and performance to include the powers of affect. In the following three sections, I then offer a discussion of how eurhythmics can be apprehended diagramatically in relation to kinaesthic movement, corporeally implicated cultural transformation, and architectures of performative potential. In the process, the lines of the paper work towards the emergence of a way of doing the historical and cultural geographies of practice and performance that is as responsive to the affective potential of the kinds of moment outlined at the outset as it is concerned with the critical positioning of these spaces in relation to a discursively constituted field of power.
2 Diagramming affect in practice and performance While they emerge from the middle of the event-full movement of the research residency at the Chisenhale, the arguments of this paper are also made in the context of a growing intensity of interest by geographers in issues of practice and performance. This increasing intensity is evident in the contributions to published and forthcoming special issues in this and other journals about`performance and performativity ' Although it is not the only stimulus (see, for instance, Crang, 1994; McDowell, 1997) , much of the conceptual energy for such interests has been provided by the emergence of nonrepresentational theory' (Thrift, 1996; . By no means a self-contained body of work, the style and substance of thinking and working towards which this theory pushes has at least two interrelated characteristics. First, it valorises those processes that operate before (in both an ontogenetic and temporal sense) conscious, reflective thought comes into play (Harrison, 2000) , and the`affects' of which have an expressive power that can be implicated in, while also exceeding, the representational thresholds of discursive practice (Melrose, 2002; Phelan, 1993) . Second, it insists on the necessity of not prioritising representations as the primary epistemological vehicles through which knowledge is extracted from the world. That does not mean that representations are dispensed with. Rather they are reanimated as active and affective interventions in a world of relations and movements (Dewsbury et al, 2002; McCormack, 2002) .
However, while the ontological and epistemological implications of nonrepresentational styles of thinking and working for the practice and craft of geography are beginning to be apprehended, the potential of these moves to provide purchase on issues of power remains only partly realised (see, for instance, Allen, 2002; Barnes, 2002) . Indeed, there can be discerned a sense of disquiet amongst some geographers that nonrepresentational styles of thinking and working actually abdicate an engagement with issues of power. Drawing on the work of Judith Butler (1990; , Donna Houston and Laura Pulido (2002, page 404) , for instance, suggest that,`n onrepresentational accounts of performativity also run a risk in that they reify the minutiae of everyday practices and replace materiality (historical and embodied praxis) with a fluid and contingent notion of`embodiment', which implies physicality and sensuous experience yet is suspiciously disconnected from the laboring body and from contradictions of economic and social production.'' Catherine Nash (2000, page 655) articulates a related concern, observing that, ``While Butler's theory of performativity stresses practices which enact identities that are differentiated by gender, class, sex and`race', in other work on the body, the stress on the physical enactment of these codes is sometimes coupled with a depoliticised phenomenological sense of unconscious embodiment with its appeal to the universal condition of human embodied life. So a return to the body and bodily practice seems to pull in two directions: one towards understanding and denaturalising the social differentiation of bodies through practices, and one towards a more generic and celebratory notion of the embodied nature of human existence.'' Clearly, much has been gained and remains to be gained by geographers from Butler's work, in terms both of how it provides critical purchase on those performative processes that give the matter of bodies and spaces their taken-for-granted stability, and how it offers opportunities for creative and critical resistance (see, for instance, Gregson and Rose, 2000; Houston and Pulido, 2002; Longhurst, 2000; McCormack, 1999; Nelson, 1999 ). However, although Butler's conception of performativity has opened up important critical trajectories for geographers, the comments above suggest that it is in danger of beginning to function as a kind of limit concept to the ways in which geographers can apprehend the power and politics of practice and performance. It is in danger of doing this insofar as it is used to argue that nonrepresentational styles of thinking and working are properly political or engage meaningfully with power only when they cross a threshold of an already-defined field of discursively constituted categories.
My concern here is not to discuss in detail the relation between the work of Butler and the emergence of nonrepresentational theory (see, for instance, the discussion between Butler and Connolly, 2000; Dewsbury, 2000; Thrift and Dewsbury, 2000) . Rather, I am more concerned with the implications of deploying the work of a thinker such as Butler as part of an effort to caution against the apparent na|« vete¨and apolitical tendencies of nonrepresentational theory. There are three related implications of this move. The first is to underappreciate the importance of other strands of thinking to any apprehension of the performative power of practice and performance, one of the most notable of which is Deleuze, the work of whom, as John-David Dewsbury (2000) points out, affectively energises a conception of the excessive, a-signifying forces of the performative. A second implication is a tendency to exclude from any consideration of power those processes that do not necessarily cross a threshold of representational signification in producing an affect in the world. By insisting that nonrepresentational styles of thinking and working cross this threshold before they can declare their political credentials, the third implication of this move is the missing of an opportunity to multiply the kinds of politics available to geographers, through cultivating and witnessing the emergence of what Nigel Thrift understands as`a nother kind of politics, the politics of a generous sensibility which values above all the creation of`joyful encounters' which can boost the powers of all concerned. This kind of`belonging-by-assemblage'... is not a be-all and end-all, it may perhaps provide only a modest supplement, but I would argue that it is what makes life worth living. It is the kind of politics which is about producing situations in which new`orders' can speak and, even if in the most limited of ways, produce points of emergence'' (Thrift, 2004, pages 96^97, emphasis in original) . Here the political gesture is facilitated as much by the capacity to become affected as it is by the capacity to affect (Deleuze and Parnet, 2002) . But the valorisation of joy and affect is not necessarily a call to the development of a politics of personal emotion. It is, rather, a call to make more of those transversal affective processes (Guattari, 1995) that can be corporeally implicated, but are never reducible to the reference points of body, subject, or object.
The importance both of short circuiting the cautionary gesture that would limit the fields of power in which geographers might move, and of contributing to the kinds of affective politics about which Thrift writes (see also Massumi, 2002a; Whatmore, 2002) , informs the effort of this paper to explore how the geographies of practice and performance can be apprehended through the concept of the diagram. Insofar as it is deployed in this paper, this concept of the diagram is drawn initially from Deleuze's (1986) reading of Foucault's cartography of power. As Deleuze argues, in Foucault's work the diagram is a map of power that is not understood in relation to``a transcendent idea or ... an ideological superstructure, or even ... an economic infrastructure '' (1986, pages 36^37) . Rather than an invisible determinant or a hidden blueprint for action, as it emerges in Foucault's work the diagram is a map of the immanent and nonunifying organisation of relations of affective force. But, although it is abstract, the diagram can nevertheless be apprehended as a real organisation of forces through the way it gives the relations between these forces a kind of spatiotemporal consistency. This notion of consistency can be understood as a mode of organisation that`holds together' relations of force without ever precipitating or capturing these relations in the form of subject or object. Or, as Brian Massumi (2002a, page 239) puts it, such consistency is``pure holding together (minus the held)''.
The most notable example of the diagram in Foucault's cartography of power is the panopticon. As Deleuze suggests, the panopticon is not the expression of an ideological structure, nor a symptom of a broader form of social structure, but a diagram that,``by distributing in space, laying out and serialising in time, [and] composing in time'', organises the relations between architectural, social and corporeal forces in a way that is productive of particular forms of conduct (1986, page 34) . As the example of the panopticon also illustrates, the diagram is a map of the relations of force that may be immanently coextensive with a social field at many points through, for instance, the playing out of particular practices as forms of corporeal organisation. But, as Deleuze points out, no one diagram is dominant in any society. Instead``there are as many diagrams as there are social fields in history. ...There are accordingly diagrams for all social ordersöfor factories, theatres, monarchies, imperial regimes. What is more, these diagrams are all interrelatedö they interpenetrate each other'' (Deleuze, 1986 , page 86, quoted in Vidler, 2001 .
Crucially, the powers given consistency by the diagram are not reducible to questions of discourse (Amin and Thrift, 2002) . Indeed, the diagram as an``abstract machine'' is`d efined by its informal functions and matter, and in terms of form makes no distinction between content and expression, a discursive formation and a non-discursive formation'' (Deleuze, 1986, page 34) . Rather than a matter of discourse, the diagram is defined in terms of the``distribution of the power to affect and the power to be affected'' (page 73). This doubly affective power of the diagram is important because it would be wrong to think that the diagram functions solely as a repressive, alienating, or containing device. Instead, as Deleuze argues,``the diagram is profoundly unstable or fluid, never ceasing to churn up matter and functions in a way likely to create change'' (page 35), making visible or apprehensible those points at which relations of power are interrupted by forces of transformation, points at which the``possibility of alternative formations of power emerge'' (Lorraine, 1999, page 199) . Thus, by mapping connections between different relations of affective force, the diagram as a concept has a transversal quality, it is à badly behaved' (Vidler, 2001 ) set of lines that opens onto moments of affective and connective potential emergent through the ruptures and discontinuities in particular relations of power. The activity of diagramming relations of force is therefore never simply an effort to represent a preexisting reality. Rather, diagrammatic thinking`p roduces a new type of reality, a new model of truth. It is not subject to history, nor does it hang over history. It creates history by unmaking preceding realities and significations, setting up so many points of emergence or creativity, of unexpected conjunctions, of improbable continuums. It doubles history with a becoming'' (Deleuze, 1986 , page 86, quoted in Vidler, 2001 . Such a conception of the creative and generative potential of the diagram is supported by recent writing within architectural theory (see, for instance, Eisenman, 1999; Lynn, 1998; Somol, 1999; Vidler, 2001) . Here, diagrams are not understood as``t he reduced essence of the project nor merely the historical trace of the project's developmental process. Diagrams operate as abstract machines for proliferation; they are generative; they incorporate specific information; and they unfold in their complexity'' (Lynn, 1998, page 232) . Such architectural diagrams are conceived neither as plans designating what will happen in the future nor as representations of a yet to be built but already determined future. Instead, they are understood as unfolding fields of pragmatic potential.
The obviously graphic yet nonrepresentationally implicated aspect of architectural diagrams can be extended to allow a consideration of other kinds of diagrams. For instance, it becomes possible to conceive of the musical staff as a diagram, one that is coextensive with an entire social field, one that is abstract, and one that is as much a question of catalysing the nonrepresentational, affective force of music as it is about a series of representations (see Smith, 2000) . But importantly for this paper it is also possible and profitable to conceive of corporeal practice and performance in terms of kinaesthetic diagrams, to think of them in relation to abstract yet real organisations of affective corporeality. As Massumi (2002a) suggests, an architectural understanding of the diagram can provide a vehicle for apprehending the abstract forces, or lines of movement, that give consistency, or hold together, particular practices and performances of affective corporeality. This need not be taken as another move by architects to get away from the lived reality of the body (Imrie, 2003) . Indeed, as Massumi goes on to suggest, we begin apprehending the powers of corporeality only when we take seriously the fact that the body is always as``immediately abstract as it is concrete'' (2002a, page 31). In the meantime, the problem that remains is not that current thinking about the body is``too abstract to grasp the concreteness of the real''. Rather, the problem is that current efforts to gain purchase on the body``are not abstract enough to grasp the real incorporeality of the concrete'' (page 5, original emphasis). Thinking in terms of kinaesthetic diagrams (Massumi calls them`biograms') therefore provides a way of understanding the organisation of the nonrepresentational enactments of corporeality as a matter of power that is not reducible to and is always excessive of discursively constituted representational practices. This does not necessarily mean that there is a schematic representation that exists above, beyond, or outside the relations or forces to which this diagram gives consistency. A diagram does not organise these forces with reference to a particular representation of the body. Rather, its organising force is immanent to and implicated in the movements of the body.
These different aspects of the diagram are taken up in this paper as a way to think about how ideas of rhythm inform efforts to organise the nonrepresentational powers of corporeal movement. Considering the role of rhythm in this regard is important because it can be discerned as an energising concept in various strands of work that have influenced the development of nonrepresentational styles of thinking (for example, Bachelard, 1964 Bachelard, [1938 Bergson, 1911a Bergson, [1896 1911b [1907 ; Crang, 2001; Dewey, 1934; Lefebvre, 1991; McCormack, 2002; Thrift and May, 2001) . It is possible to explore this issue in many different empirical contexts (see, for instance, McCormack, 2002) . Here, however, I want to focus on the historical and cultural geographies of a practice called eurhythmics. Insofar as it emerged as a practice in which the rhythms of the``body played the role of the intermediary between sounds and thought' ' (Dalcroze, 1921 ' (Dalcroze, [1919 , page 6), eurhythmics is concerned directly with nonrepresentational elements of practice and performance. Engaging with its emergence therefore provides an important way of putting some genealogical flesh on current concerns in geography with these processes (for example, Harrison, 2000; Nash, 2000; Thrift, 2000) , and the modes of performance such as dance (McCormack, 2002; Nash, 2000; Thrift, 1997; and music (Smith, 2000) in which these processes are intensified.
As part of an effort to apprehend the historical and cultural geographies of practice and performance (Wylie, 2002a; 2002b) , I outline below how the geographies of eurhythmics emerge diagrammatically from the relations between kinaesthetic movement, social and cultural transformation, and architectures of performative potential. Apprehending the geographies of eurhythmics diagrammatically has two important implications. First, it allows one to avoid situating or positioning eurhythmics within a field organised by concepts such as modernity or modernism, a move in which the practice becomes a particular example of the playing out of a transcendent formation of social organisation and power. Rather, diagrammatic thinking provides a way of developing a morè`p erformative style of systems'', one that``rather than depending on sociostructural concepts such as ideology, hegemony, and normative space, ... situates creative social practice as the engine of coherency'' (Rose, 2002, page 383) . The diagram becomes a crucial part of the effort to develop ways of conceptualising how immanent, nonstructural relations of affective power are given an organisational consistency without necessarily precipitating a subject or object of that organisation.
This in turn means that diagrammatic apprehensions of the practice and performance of eurhythmics cannot be understood simply in terms of the development of a kind of`alienated' form of corporeality. As I discuss below, this is in part because the emergence of eurhythmics primarily consists not in the production of representations of the body but in the organisation of relations of affective force. It is also because the activity of diagramming is not simply a critical effort, but also a creative one. As Deleuze points out,``there is no diagram that does not also include, besides the points which it connects up, certain relatively free or unbound points, points of creativity, change and resistance '' (1986, page 44) . In seeking to apprehend those points, the very critical act of diagramming relations of power through the historical and cultural geographies of eurhythmics therefore also becomes a creative one, creative in that it becomes responsive to those virtual forces``we can't yet see or think in what is happening to us'', those affective forces that take this activity by surprise, that seize it in a moment, moments that make the practice and performance of geographỳ`u ntimely, creative, experimental'' (Rajchmann, 1999, page 46). Thus, by engaging with the affectively implicated geographies of eurhythmics in the following sections, the lines of this paper work towards the creation of a context from and through which performative interruptions of the virtual might emerge and be valorised as apprehensions of the affective power of the nonrepresentational. Or, in other words, they work up a context in which the moment noted at the outset might be valorised as being an important aspect of the research performances (Pratt, 2000) implicated, however unthinkingly, in the event-full`doing' of historical and cultural geographies.
3``The importance of being rhythmic'' (2)`N o school master would ... begin to teach [a child] geography before, having learnt to walk and gesticulate, he [sic] had acquired an elementary sense of space; or direct him to draw a map until he could not only handle a pencil and trace lines, but had also acquired both a sense of space and idea of the lie of the country. '' Dalcroze (1921, page 37) In an essay published in 1907, the originator of eurhythmics, Dalcroze (1921, page 63) , outlined the principles that underlay his efforts to improve musical education through rhythmic movement:`1 . Rhythm is movement 2. Rhythm is essentially physical 3. Every movement involves space and time 4. Musical consciousness is the result of physical experience 5. The perfecting of physical resources results in clarity of perception 6. The perfecting of movements in time assures consciousness of musical rhythm 7. The perfecting of movements in space assures consciousness of plastic rhythm 8. The perfecting of movements in time and space can only be accomplished by exercises in rhythmic movement.'' The articulation of these principles can be understood as an effort to give consistency to a kind of kinaesthetic diagram. The effect of this articulation was not to produce idealised representations of the body. Nor, indeed was it to produce a form of alienated corporeality divorced from the actuality of lived bodily experience. Rather, these principles are best understood as an effort to diagram movement in such a way as to hold together, or give consistency to, the nonrepresentational powers of affective corporeality.
The essay in which Dalcroze outlined these principles was published in 1921 as part of a collection called Rhythm, Music and Education. In the introduction to this collection Dalcroze gives a brief description of the observations that led him to understand the importance of the rhythmic movement of the body to the development of musical appreciation and awareness. These observations were made in the wake of his appointment in 1892, at the age of 25, to the post of Professor of Harmony at the Conservatoire in Geneva. As he puts it:`A fter the first few lessons, I noticed that the ears of my pupils were not able to appreciate the chords which they had to write ... . A study of the reactions produced by piano-playing, in parts of the body other than the handsömovements with feet, oscillation in the trunk and head, a swaying of the whole body, etc,öled me to the discovery that musical sensations of a rhythmic nature call for the muscular and nervous response of the whole organism (1921, pages ix^x, emphasis in original). Informed by this observation, Dalcroze therefore began preceding his more conventional music lessons by``special exercises of a physiological nature'' (page ix) so as to``train [students] to react physically to the perception of musical rhythms'' (page x). As he described it, this training began by directing the student's attention to what Dalcroze felt were the basic but largely taken-for-granted rhythms of corporeality. For instance, during``exercises in muscular relaxation and breathing'':`T he pupil is trained to reduce to a minimum the muscular activity of each limb, then gradually to apply its powers. Lying on his [sic] back, he relaxes his whole body and concentrates his attention on breathing, in all its processes; then on the contraction of a single limb. He is then taught to contract simultaneously two or more limbs, or to combine the contraction of one limb with the relaxation of another. This enables him to note its muscular resistances, and to eliminate those that serve no purpose'' (page 93).
(2) See Joy Pennington (1925) The Importance of Being Rhythmic.
Although Dalcroze acknowledged the importance of`involuntary' rhythms such as heartbeat and respiration, he felt that the proper starting point for his work were those rhythms that could be consciously directed, even if for most of the time they worked below the threshold of conscious attention. Of particular importance in this regard was walking, for according to Dalcroze it was there that one found``the natural startingpoint in the child's initiation into rhythm'' (page 61). Once the student had begun to appreciate the importance of the dynamics of walking, he or she then began developing the capacity to control more complex rhythmic movements, through, for example, moving the legs in concert with the movement of the arms and entire body. In one exercise, the capacity of students to distinguish simultaneously different rhythmic durations was developed:`B y marching the beats and accentuating the first beat of each bar with a stamp of the foot. Gestures with the arm accompany each step, and emphasise the first beat by means of a complete muscular contraction. On the weak beats, steps and gestures should be executed with a minimum of muscular effort. Then, on a sudden command, at the word`hopp' [sic], the pupil must contrive to prevent his [sic] arm from contracting or his foot from stamping. ... It is extremely difficult to separate leg from arm movements, and it is only by dint of repeated exercises that, eventually, distinct automatisms are created'' (page 93). These and a whole range of related exercises could then be allied with music. As one observer noted, during eurhythmics classes,`S tudents might begin by walking around the room, following the teacher's [piano improvisations] responding directly to the beat and to changes in speed and dynamics... . Another fundamental practice was the`stepping' of rhythmic patterns.
[The teacher] would play, and after listening carefully, the students would immediately repeat what they heard in movement, matching their steps to the duration and sequence of notes they perceived. Sometimes they would`echo' the pattern, moving in silence, immediately following the example played, or they would move in canon, making one pattern while listening to the music for the next one'' (Odom, quoted in Manning, 1993, page 53) . By working to`awaken' the rhythmic awareness of the`whole organism' (Dalcroze, 1921, page 64) such exercises formed the basis for the second and third aspects of Dalcroze's pedagogical methodöaural training (known as Solfe© ge) and improvisation. My aim here is not to go into an exhaustive account of all the elements of eurhythmics [although pursuing this would provide an important way of contributing to the historical geographies of musical performance (see Smith, 2000) ]. But I do want to signal the way in which Dalcroze was concerned with the cultivation of the capacity to improvise through movement and music. Improvisation was a crucial element of the ethos of Dalcroze's work, for whom it was defined as``the art of expressing one's thoughts off the cuff as rapidly as they pass through the mind'' (quoted in Bachmann, 1991, page 107) . To develop the capacity for improvisation in the student it was therefore necessary to``engage his [sic] attention, his readiness to adapt and vary [his] intelligence plastiqueö`sense of plasticity'öwhich result from his personal memory and from impressions in his brain. We have to develop instinctive automatic responses, which are the product of countless repetitions of our thoughts and feelings'' (quoted in Bachmann, 1991, page 107) . As one of the most notable of eurhythmics students, Marie Rambert, observed,``Dalcroze was a genius at improvisationöthat was the means by which he taught his method. He was always experimenting'' (Rambert, 1972, page 48) . This is important because, although it was structured, eurhythmics was not aimed at the production of disciplined rhythmic automata, alienated from the actual, lived experience of music and movement. It aimed rather to cultivate a sensibility that could respond to and be affected by music, in the style depicted in the following scene in chapter 14 of D H Lawrence's novel Women in Love:``D o you mind if I do Dalcroze to that tune, Hurtler?' she asked in a curious muted tone, scarce moving her lips.
What did you say?' asked Ursula, looking up in peaceful surprise. Will you sing while I do Dalcroze?' asked Gudrun, suffering at having to repeat herself. Ursula thought for a moment, gathering her straying wits together.
While you doö?' she asked vaguely. Dalcroze movements,' said Gudrun, suffering tortures of self-consciousness, even because of her sister. Oh, Dalcroze! I couldn't catch the name. DoöI should love to see you,' cried Ursula, with childish surprised brightness.`What shall I sing?' Sing anything you like, and I'll take the rhythm from it.' But Ursula could not for her life think of anything to sing. However, she suddenly began, in a laughing, teasing voice:
My loveöis a high-born lady ö' Gudrun, looking as if some invisible chain weighed on her hands and feet, began slowly to dance in the eurhythmic manner, pulsing and fluttering rhythmically with her feet making slower, regular gestures with hands and arms, now spreading her arms wide, now raising them above her head, now flinging them softly apart, and lifting her face, her feet all the time beating and running to the measure of the song, as if it were some strange incantation, her white, rapt form drifting here and there in a strange impulsive rhapsody, seeming to be lifted in a breeze of incantation, shuddering with strange little runs'' (Lawrence, 1921, pages 186^187) . Crucially, cultivating this capacity to improvise through music and movement demanded that one brought into performative play perceptual and attentional processes that did not necessarily cross, and indeed shortcircuited, the cognitive threshold of reflective thinking. At times in his writing Dalcroze invokes a form of cognitive representationalism. Yet, his doing this does not take away from the fact that he was, in effect, attempting to catalyse what might be understood as nonrepresentational processes. Thus, as Dalcroze put it, the``immediate realisation by the body'' of rhythm was facilitated by the development of the capacity for`S pontaneous representation of musical time-values and degrees of force by muscular and respiratory actions, transposing sound-rhythms into plastic rhythms. The exactitude and promptitude of the execution depend on the utilisation of acquired bodily automatisms, and on the development of the faculties of psychic concentration. The mind has no time to record all the elements of the musical rhythms; the body expresses them before the brain has even a clear idea of them '' (1921, page 97 ). An important aspect of the practice of eurhythmics was therefore exercises in which`N ew reflexes can be created, and the time lost between the conception and realisation of the movement reduced to a strict minimum. ... Automatisms should be capable of replacement by others without effort; they may be combined and harmonised over different parts of the body. The pupil should also learn to combine automatisms of his limbs with those of speech and song'' (page 96). Dalcroze's interest in the rhythms of the body in musical education can therefore be understood as an attempt to draw attention to and through the nonrepresentational forces of corporeality so as to develop affective sensibility. Or, in other words, his development of eurhythmics was an effort to bring into play and performatively organise those processes and forces from which sensibility is emergent, even if this emergence is not always consciously registered (Harrison, 2000) .
However, while they emerged in a pedagogical context, Dalcroze's efforts cross a threshold of diagrammatic consistency only insofar as they become connected to and implicated in other lines of interest in the relation between rhythm, movement, and transformations in sensibility. The first and most obvious of these was the emergence of a concern in the late 19th century and early 20th century with movement as a process that was not only expressive, but also inherently transformative. Thus, at the same time as Dalcroze was experimenting with rhythmic movement in a pedagogical context, the expressive potential of this movement was also being widely articulated as a way of transforming the minds and bodies of the individual. Eurhythmics emerged in a context in which, as Hillel Schwartz argues, expressive movement was increasingly understood as à`R eflexive experience. What happened in the century between Delsarte's public lectures and the modern dance of the 1930's was the elaboration of a kinaesthetic in which, above all, movement transforms. As early as 1856, Mathias Roth in his Handbook of the Movement Cure had defined`kinesiatrics' as the treatment of diseases by means of gymnastic or muscular activity. Known also as`kinesipathy' and`kinestherapy', the treatment was ancestor to our occupational and physical therapies. The distinction between the outlook of the kinestherapist and the modern dancer was that the former sought to treat physical diseases; for the modern dancer, dance worked upon character'' (1992, page 77). Intimately related to the first, a second line of the kinaesthetic diagram to which eurhythmics can be connected crystallises around the effort to develop a systematic understanding of the operative and transformative potentials of expressive movement. As Schwartz indicates, one of the most important figures in this regard was Francois Delsarte (1811^71), the work of whom Dalcroze had encountered while a student in Paris (Spector, 1990) . Delsarte was a teacher of acting and singing who, through exhaustive observation and study, developed an influential system for improving awareness of the relationship between voice and dramatic gesture (Chalfa Ruyter, 1996; Partsch-Bergsohn, 1994; Spector, 1990; Thomas, 1995) . For the young Dalcroze, Delsarte's work provided an important reference point for his experiments with rhythmic movement in music education. As he put it,`E xpression by gesture depends on a succession of movements and on a constant care for their harmonic, dynamic, and static rhythm. The static is the study of the laws of balance and proportionöthe dynamic that of the means of expression. According to Franc°ois del Sarte [sic], dynamic harmony depends upon the relation that subsists between all agents of gesture. Just as in music there are consonant and dissonant chords, so in mimic art we find consonant and dissonant gestures. Consonant' movements are produced by the perfect co-ordination between limbs, head, and torso, the fundamental agents of gesture '' (1921, page 170) . Although he did not adopt the particularities of Delsarte's system, Dalcroze nevertheless took on board the importance of systematically understanding the relations between movements of different parts of the body. The work of Delsarte also informed Dalcroze's understanding of the dynamic and corporeal basis of perception. Thus, in the context of a critique of what he considered to be Isadora Duncan's confusion of``visual and muscular experience'' Dalcroze claimed that``real perception of movement'' is not`v isual; it is muscular, and the living symphony of steps, gestures, and consecutive attitudes is formed and controlled not by the agent of mere appreciationöthe eye, but by that of creation: the whole muscular apparatus' ' (1921, page 205 ).
Dalcroze's concern with the dynamic aspect of perception points to a third line of the kinaesthetic diagram to which eurhythmics can be connected. This involved an interest, taken up and explored in a range of contexts, with the rhythmic basis of human consciousness. While he claimed to be neither theorist nor scientist, Dalcroze drew upon a cursory understanding of contemporaneous developments in scientific knowledge about rhythm to give his work legitimacy. Thus the vocabulary used by Dalcroze in championing the importance of rhythm invoked developments in science in the second half of the 19th century, particularly those involving electricity and radiation. (3) As he put it,`R hythm is a force analogous to electricity and the great chemical and physical elements,öan energy, an agentöradio-active, radio-creativeöconducing to selfknowledge and to a consciousness not only of our powers, but of those of others, of humanity itself. ... Thus it seems to me to be destinedöin a far distant future, ... to create more intimate relations between mental and nervous processes, and to unite all the vital forces of the individual'' (1921, page 91). Dalcroze's understanding of the relation between rhythm and consciousness was also framed loosely by developments during the late 19th century and early 20th century in knowledge about the rhythmic quality of perceptual attention. As Jonathan Crary puts it,``from the classical model of mental stabilisation of perceptions into a fixed mould, attention in the nineteenth century effectively became a continuum of variation, a temporal modulation, and it was repeatedly described as having a rhythmic or wavelike character '' (1999, pages 64^65) . In this context eurhythmics could be understood in terms of its ability to facilitate the development of a form of`rhythmic consciousness', defined by Dalcroze as the``faculty of placing every succession and combination of fractions of time in all their gradations of rapidity and strength'' (1921, pages 59^61, his italics).
The development of this rhythmic consciousness could ameliorate what Dalcroze called`a-rhythm', something he felt was a commonly experienced condition characterised by an inability to control properly the rhythmic movements of the body. Dalcroze claimed to have first identified the symptoms of this condition in the problems he encountered with his early students, and felt that its cure depended upon``a special training designed to regulate nervous reactions and effect a co-ordination of muscles and nerves '' (1921, page x) . The importance of the nervous system in this training was its function as`A n accumulator of energy that can be trained to expend and recuperate its potentialities, on normal lines, and thereby assure the flexibility and force necessary for musical purposes. A-rhythm is a malady usually caused by the inability of a man [sic] to control himself, from a predominance of intellect over nervous functioning.`Will not followed by executions is useless. Will is not enough; power is the essential'. In Ribot's phrase,`The aim of education is to transmute the conscious into the unconscious, and to establish harmony between these two states' '' (pages 76^77). (4) While drawing upon the work of scientists such as Ribot in order to justify this problematisation of rhythm, Dalcroze's practical efforts also drew the attention of important scientific figures, particularly in the emerging field of psychology. In 1906 (3) These included: the speed of light in 1862 (Foucault), electromagnetism in 1864 (James Clerk Maxwell), radio waves in 1895 (Guglielmo Marconi) and the electron in 1897 (Sir Joseph Thompson) (see Alter, 1994; Crary, 1999) . (4) The Ribot to whom Dalcroze refers was a French psychologist (Theodule Ribot) who had a strongly materialist view of the processes of consciousness and`will'. For Ribot, will was a reflection of the physiological operation of motor and sensory processes. In 1889 he published a book called the Psychology of Attention, in which he tried to demonstrate that attention was closely linked to the activity and inactivity of certain motor centres (Crary, 1999 , page 164), a relationship central to Dalcroze's attempts to provide a scientific basis to his practical method.
Edouarde Clapare© de wrote to Dalcroze, suggesting that, despite the latter's lack of familiarity with many of the new developments in physiology and psychology, he had nevertheless``arrived, albeit by routes entirely different from those of physiological psychology, at the same conception of the psychological importance of movement as a support for intellectual and affective phenomena'' (quoted in Bachmann, 1991, pages 16^17) . (5) Clapere© de's gesture of recognition points to a fourth line of the kinaesthetic diagram in relation to which eurhythmics can be connected. Clapere© de's interest in eurhythmics stemmed in part from his concern with the relations between psychology and pedagogy, this concern forming the basis of his book Experimental Pedagogy and the Psychology of the Child, published in 1905. (6) Dalcroze's effort to articulate the transformative dimensions of his work can also be understood in relation to such an interest in the relations between education and experience. For Dalcroze, one could look to``Montaigne, Helvetius, Locke, Leibnitz, Rousseau, Goethe, and Schiller, for evidence that every educational systemöthat is every system based upon the intimately reciprocal reaction of body and mind, feeling and thoughtöassigns a pre-eminent place to music and the arts subservient to it '' (1921, page 126) . (7) But Dalcroze's ideas about the pedagogical value of rhythmic movement can also be situated in relation to more contemporaneous efforts to think through the relationship between education and experience. For instance, while their work emerged in different contexts and without evidence of any direct contact between them, John Dewey's emphasis on`learning by doing'öarticulated in his pedagogical creed (1972 [1897] ) could complement Dalcroze's conviction that``the aim of Eurhythmics is to enable pupils, at the end of their course, to say not`I know', but`I have experienced ' '' (1921, page 91) . This connection can be discerned in the work of Margaret H'Doubler, a student of Dewey's, who in 1925 published The Dance and its Place in Education (1925) in which she also drew upon the work of Dalcroze. As she put it, the``rhythms and harmonies'' of music``satisfy one of the most fundamental needs of every normal human being, the need for satisfaction of the sense of rhythm that is grounded deep in his [sic] physical constitution'' (page 148).
The importance of rhythm was also something about which Dewey wrote in Art and Experience (1934) . In that book, Dewey placed rhythm at the heart of any understanding of aesthetic experience in everyday life, arguing that``the first characteristic of the environing world that makes possible the existence of artistic form is rhythm. There is rhythm in nature before poetry, painting, architecture and music exist'' (page 147). Dewey's interest in rhythm points to a fifth and final line of the kinaesthetic diagram in relation to which eurhythmics is connected. This consists in a philosophically informed ethico-aesthetic of rhythmic movement and expression. On one level, the importance of (5) More recently, Jay Seitz (2001) has drawn on an engagement with Dalcroze's work to support an argument for the embodied nature of cognition, claiming that the Swiss pedagogue``was onto something essential to musical thought, education and expression.'' This`something essential' was the emphasis placed by Dalcroze on the role of the body in the development of musical thought and expression, an emphasis that Seitz claims is increasingly confirmed by neuroscientific, cognitive, and ethographic studies in``melody, melodic contour, rhythm and phrasing, cadence points, accents, microvariations in timing and dynamics, and harmony, among others.'' (6) His interest in this area was taken further in 1912 when he established the Institute J J Rousseau in Geneva. Clapere© de's work there was continued by his prote¨ge¨Jean Piaget, who became the director of this institute in 1921. (7) Rousseau's ideas had a particular influence through the work of Heinrich Pestalozzi (1746^1827). Pestalozzi developed a method of teaching that eschewed rigid discipline and rote memorisation in favour of learning as practical and sensory exploration and experimentation (see Kilpatrick, 1951) , a fact that is significant given that Dalcroze's mother was a teacher at a Pestalozzi school (Spector, 1990) . rhythm in this regard could be articulated in relation to its prominence in classical Greek culture and the associated notion of`eurhythmy'. But it also had more contemporaneous resonances. Here the work of Henri Bergson is particularly important. While resonances between Dalcroze's work and Dewey's pragmatism can be suggested, the writing of Bergson provided a more direct philosophical influence on Dalcroze's thinking about the importance of rhythm. (8) A Bergsonist conception of the rhythmic character of duration runs through Dalcroze's conception of the individual. As Dalcroze put it:`T he characteristics of rhythm are continuity and repetition. Every motor manifestation, isolated in time, presents an exceptional and momentary emotional aspect, which is lost at the moment it is repeated to form part of a continuous whole evolving at once in time and space. The two fundamental elements of rhythm, space and time, are inseparable. Life in effect, is itself a rhythm that is a continuous succession of multiple units, forming an indivisible whole. Individuality may also be regarded as a rhythm, for the combination of its faculties, many of them conflicting, constitute an entity' ' (1921, page 238) . (9) Bergson's ideas about the importance of the rhythmic movement of the e¨lan vital also supported Dalcroze's conviction about the importance of creative emotion in ethical and aesthetic development. In an essay titled``Rhythm and the creative imagination'' Dalcroze claimed that``the admirable offices of logic in concatenating ideas are a poor substitute for the rapid processes of spontaneous emotions, creative of vivid images, throughout haphazard in their violent course, forming in their fortuitous groupings ever new effects of combination'' (1921, page 139). Thus, for Dalcroze, one of the most significant aspects of eurhythmics was its capacity to create a condition of joy', something he felt was``a new factor in ethical progress, a new stimulus to will power'' (page 133). As he envisaged it, this joy was not to be a temporary ecstatic experience. In contrast, it would be aǹ`E levated condition ... , the product of a joint sense of emancipation and responsibility, comprising a vision of our creative potentialities, a balance of natural forces, and a rhythmic harmony of desires and powers. ...Who could resist a feeling of joy at acquiring the power of rapid association of ideas, the capacity of more speedy and clearer-sighted analysis of the motives of future actions, and more distinct presentiment of the effects of present ones?`Joy,' in Bergson's words,`is at once heat and light''' (page 134). Dalcroze was aware of and enthused about the aesthetic implications of this joyful ethics, claiming that``it stands to reason that the attainment of this permanent state of joy, at once sensorial, emotional, and intellectual, must intensify the child's imaginative and artistic faculties'' (page 136; see also Dalcroze, 1930) . Insofar as eurhythmics could facilitate the attainment of this ethico-aesthetics of joy, it moved (8) The way in which US pragmatism and Bergson's ideas played out through particular corporeal practices is something worth exploring further. (9) The current of Bergson's vitalism is also evident in a quote that Dalcroze takes from James Shelley, an art critic of the time, who suggests that``rhythm is to intuition, emotion, and aesthetics what scientific order and logic are to the intellect. One of the essential qualities öif not the essential quality öof rhythm is its power of conveying the presence of life' ' (1921, page 242) . The resonance between Dalcroze's ideas about rhythm and a Bergsonist aesthetic can also be illustrated through the criticism and work of`rhythmist' painters, the efforts of whom were articulated in the pages of Rhythm, a British-based journal set up by J D Fergusson and J M Murry and which enjoyed a brief existence from 1911 to 1913 (Antliff, 1993). As Mark Antliff observes, one of the leading rhythmist critics argued that the Bergsonian underpinnings of the contributors to the journal Rhythm were paralleled by Dalcroze's discovery of the natural musical rhythms of the human body (Antliff, 1993; Tickner, 2000) . beyond the sphere of music education, becoming implicated in the emergence, at least for Dalcroze, of a kind of``ethical individuality'' (1921, page 44) facilitated by a form of pedagogy that developed simultaneously the physiological, intellectual, and creative capacities of the individual. As he put it in an essay written in 1919 called``Music, joy and the school'',``a true pedagogue should be at once psychologist, physiologist, and artist. The complete citizen should leave school capable not only of living normally, but of feeling life'' (1921, page 137, italics in original).
4``Rhythm is a force that can be used, if its ways are studied'' (10) This emphasis on the ethico-aesthetic element of the practice is important, because it points to the necessity of apprehending the power of eurhythmics not so much in terms of its representational or signifying dimensions, but, rather, in terms of its affective capacity, its capacity to affect and be affected by other bodies, whether these be corporeal or incorporeal (Deleuze, 1995) . And, as Dalcroze's comments about the ethical and aesthetic development of the citizen suggest, this affective aspect of eurhythmics also became an important part of its articulation through wider processes of social and cultural transformation. The pathways of this articulation can be apprehended in two ways. The first is through demonstration tours undertaken by Dalcroze and his students throughout Europe. Marie Rambert recounts what happened during one of these demonstration tours:`I n 1911 Dalcroze was invited to give lecture-demonstrations in Russia and took six pupils, to illustrate them. ... In St. Petersburg we appeared at the Mikhailovsky Theatre, the Smolny Institute for Young Ladies of the Nobility and at the Conservatory. ... The first exercise we did [at the Mikhailovsky] was called L'e¨veil au rhythm, which started off with us lying on the floor in a circle facing outward, so as not to see each other. At first Dalcroze played some vague dreamy music in which gradually the rhythm became clear. At a certain point we began to beat out the rhythm with the hand only, then with the arm, then on the crescendo we had to raise ourselves on one knee and finally on the tonic chord we got to our feet and started marching victoriously. ... The performances were received enthusiastically. We were entertained in gorgeous palaces and taken for rides in sleighs around the city. At the house of some relations of [Prince Serge] Volonsky they had Rachmaninov to play after supper. ... In Moscow we performed at the Salle des Nobles, the Conservatoire and, the Moscow Arts Theatre. To meet in person, and what is more to be treated as friends by people like Stanislavksy, Kachalov and Olga Knipper (Chekhov's wife) was more than we could ever hope for. ... On our return we appeared in Leipzig, Hamburg and Frankfurt'' (1972, page 156) . (11) The second way in which eurhythmics was socially and culturally articulated was through the establishment of eurhythmics institutes in cities such as Berlin, Kiev, London, Paris, Prague, St Petersburg, Vienna, and Warsaw. Through the establishment of these institutes, eurhythmics became one of the most influential and fashionable body practices in Europe in the years leading up to the First World War (Eksteins, 1989; Steegmuller, 1970) . These institutes attracted notable cultural figures, some but not all of whom participated in the activities. ``In the large bare room of the Eurhythmics school that had just opened in the rue de Vaugirard, Jean Cocteau and I were watching some our friends, airy and svelte, clad in black bathing trunks, capering around the room and moving their arms in time to complicated rhythms. There were no chairs in the room, and we were sitting one at each end of a board resting on a kind of block. The music accompanying the dancing was soothing, and I was full of pleasant daydreams.
Suddenly Cocteau turned to me and said:`You see those shrimp-pickers there on the linoleum? That means it's all over'. And in the style of his Sphinx in La Machine Infernale he began to improvise a sort of poem-sermon, an apocalyptic prophecyöa very eloquent one. Why had we been so shaken, the previous summer, by the rumblings of the Rite? Because unconsciously we felt the need to rediscover what we had lostöthe call of great elemental forces, savage rites, bloody sacrifices' ' (1970, page 117) . (12) But, while it could be positioned in relation to such apparently epoch-defining transformations, eurhythmics was also articulated through the effort to facilitate transformation in individual and collective ethical and aesthetic sensibility. Such enthusiasm for the transformative potential of eurhythmics was particularly evident in Russia, and schools were established in St Petersburg, Moscow, and Riga. In 1919, a National Institute of Rhythmical Education was set up to train teachers, and rhythmic education became obligatory in public schools, in addition to music, theatre, and circus schools (Spector, 1990) . The poet Osip Mandelstam``often frequented the studios of rhythmic movement'' in what was then Leningrad during the 1920s (Mandelstam, 1979, page 610) and clearly voiced his response to the practice in terms of the possibility of social and cultural transformation through rhythm. For Mandelstam,`r hythm demands a synthesis, a synthesis of the spirit and the body, a synthesis of work and play. It was born of syncretism, that is, the fusion of non-differentiated elements' ' (1979, page 110 ). Yet, while he argued that,``if rhythmic education [was] to become nationally accepted, a miracle must occur that transforms the abstract system into the people's flesh'', he was not completely convinced that Dalcroze's`system' would facilitate the full realisation of this potential (pages 109^110). Thus, according to Mandelstam,`M an's [sic] fascination with the Dalcroze system has nothing in common with esthetic [sic] idealisation. In general, estheticism is completely alien to his system and is only an accidental veneer ... .The system is best characterised not by estheticism, but by the spirit of geometry and strict rationalism: man, space, time, and motion are its four basic elements. However, it is not really surprising that rhythm, which had been banished from the community for an entire century, returned rather more anemic [sic] and abstract than it actually was in Hellas. The system does not belong only to Dalcroze. The discovery of the system is one of those (12) The Rite is of course a reference to the Rite of Spring (Le Sacre de Printemps), a seminal piece in the history of ballet that had been performed in Paris a year earlier by Vaslav Nijinsky from a score by Stravinsky. Because of the difficulties involved in choreographing the rhythmic and a-rhythmic movements of Stravinsky's score, the Russian producer and choreographer Sergei Diaghilev had suggested that Nijinsky visit Dalcroze's institute at Hellerau in the hope that Dalcroze's Me¨thode might provide some help (Eksteins, 1989) . Though Dalcroze was no ballet enthusiast, at Hellerau Nijinsky and Diaghilev were introduced to one of Dalcroze's students, Miriam Ramberg (Marie Rambert) who worked closely with Nijinsky on the choreography for Rite of Spring. As it was performed, the Rite was not a straightforward application of Dalcroze's work but was informed by it insofar as it used the rhythmic dynamism of Stravinsky's score to mobilise the possibility of corporeal movement between rhythm and a-rhythm. brilliant finds like the discovery of gunpowder or steam power. Once a force is revealed it must develop of its own accord'' (pages 109^110). Although they are clearly not entirely in sympathy with eurhythmics, Mandelstam's comments point to the way in which a concern with the transformative potential of corporeal rhythm could be articulated through ideas about wider transformations. Such an understanding also shaped the reception of eurhythmics in Britain. (13) For instance, in Music and Movement (1936) Driver, a trained`eurhythmician', argued enthusiastically that:`R hythm is a force that can be used, if its ways are studied, for the development of the individual and the service of the race ... . Training through rhythm ... gives freedom, and respects individuality, while helping the child to fit himself [sic] into an orderly whole, and enabling him to co-operate harmoniously with the larger community of which he is part' ' (1936, pages 3^4) . In a similar vein, in the book that introduced Dalcroze's work to an English audience, Michael Sadler wrote enthusiastically about how the efforts of Dalcroze could be considered as`advancing side by side' with artists such as Kandinsky, the work of both``leading the way to the truest art, and ultimately to the truest life of all, which is a synthesis of the collective arts and emotions of all nations, which is, at the same time, based on individuality, because it represents the inner being of each one of its devotees'' (1912, pages 63^64). Such efforts were important, according to Sadler, because``there was never an age in the history of art when rhythm played a more important part than it does today. The teaching of M Dalcroze is a brilliant expression of the modern desire for rhythm in its most fundamental form ö that of bodily movement'' (page 61).
Sadler was reasonably well placed to make such a point. In 1912 he had visited Kandinsky before travelling on to visit the Eurhythmics Institute at Hellerau near Dresden, by far the most important and influential of the institutes devoted to the practice. This institute had emerged from an invitation received by Dalcroze in 1909 from an industrialist and social reformer, Wolf Dohrn. Dohrn had been one of the key figures in the establishment at Hellerau of a utopian experiment in social and industrial living, an important element of the ethos of which was an approach to education that emphasised physical exercise and artistic activity as much as intellectual development (Beacham, 1987) . When Dohrn encountered eurhythmics during a demonstration by Dalcroze in Dresden in 1908 he considered it to be exactly the sort of corporeal practice around which the aesthetic and cultural life of the community at Hellerau might be based. Soon afterwards he invited Dalcroze to establish an institute for rhythmic education at the site, an invitation the latter accepted.
The utopian gestures of eurhythmics resonated strongly with the social-reformist agenda of the community at Hellerau, and Dalcroze was able to continue developing the pedagogical basis of his work in much improved conditions and facilities, an experience that convinced him of the importance of eurhythmics as a vehicle through which to pursue and effect social and cultural transformation and regeneration. This was (13) In his book Music in Education (1947) Smith points to the influence of Dalcroze on the teaching of dance and music in Britain. According to Smith:`T here have been several people in the last thirty years who have allied this capacity in children to music in such a way that their sense of rhythm, that is of pattern, and their sense of form might be developed by it. The first in the field, and the best known, was E è mile Jaques-Dalcroze who came from Geneva and gave demonstrations with his pupils at the old Royal Academy when it was in Tenterden Street. A school devoted specially to this art, which is called Eurhythmics, then appeared in Store Street, Tottenham Court Road, and flourished exceedingly'' (page 77).
something he articulated after leaving Hellerau, and particularly in the immediate wake of the First World War, when Dalcroze felt it was necessary to``liberate [the] rhythms of individual life from every trammelling influence'' as part of postwar social reconstruction (1921, page x) . Indeed, in an essay called``Rhythm, time and temperament'' (1921, pages 181^200) he offered a loose diagnostic typology of the rhythmic temperament of various European countries, outlining those aspects of national character that might be worked upon and ameliorated. Having suggested, for instance, that``Swedish children are remarkably well endowed with rhythmic faculties'', and that the``easy and graceful movements'' of English children``are devoid of elasticity and dynamic shading'' (1921, pages 253^254), towards the end of the essay Dalcroze claimed that,`I n every country, Jewish children should be especially urged to undergo a training in Eurhythmics, for, while their musical faculties and artistic intelligence are in general of a remarkably high order, their a-rhythm and lack of harmony in motor and nervous functions are liable to hamper their aesthetic development and their attainment of intellectual and physical balance'' (page 257). These attempts at internationalising the transformative and regenerative potentials of eurhythmics have an obvious resonance with the rhetoric of eugenics, particularly through its articulation in German fascism (Manning, 1993) . Such comments would not be of significance if Dalcroze had been a minor figure in the emergence of German body culture in the first decades of 20th century. However, as Karl Toepfer observes,`D alcroze looms over the relation between modernity and carnality in Germany before and after the [first world] war'' (1997, page 19). For Toepfer, Dalcroze's influence rested upon his establishment of``a pervasive didactic credibility for activities that, from a social perspective, even long after the war, might otherwise have seemed excessively aesthetic, mere narcissistic body worship'' (pages 19^20). (14) 5``In contact with [eurhythmics], space comes to life'' (15) Clearly, the kinaesthetic diagram of eurhythmics can be understood in relation to diagrams of cultural and corporeal transformation given political resonance and performative force through the materialising effects of discursive categories such as nation and`race'. The resonance between Dalcroze's comments and the rhetoric of racial purity is intensified further by the extent to which a populist form of Bergsonism is implicated in the kinaesthetic diagram of eurhythmics. In this regard, Harold Segal (1998) argues that the rhythmic qualities of Bergson's cosmology of motion informed a vitalist politics in which the rhythms of the body could be intuitively harnessed to proceed in time with those of the nation (see also Antliff, 1993). For Segal, Bergson's thinking is therefore implicated in, although not reducible to, a modernist concern with (14) This influence is qualified by the tension embodied in eurhythmics between the role of rhythm in developing forms of collective aesthetics and its role in facilitating the emergence of individual expression. While he undoubtedly mobilised an ideal of collective rhythmic renewal and education based upon the problematisation and pathologising of a-rhythmic movements, Dalcroze was equally enthusiastic about the potential of eurhythmics to facilitate the development of an expressive individuality, a concern that was characteristic of German expressive dance (Ausdruckstanz) more generally (Howe, 1996) . This tension between collective aesthetics and an ethics of expressive individuality in eurhythmics did not sit well with fascist ideas about the suppression of the individual in the cause of collective strength and progress. Indeed, once the Nazis came to power, this emphasis on individuality led to the closure of eurhythmics schools in Germany. These had been reopened only in 1927 because until then Dalcroze had been unpopular in Germany as a result of his opposition to the First World War (Spector, 1990 physicality, one in relation to which he also positions eurhythmics, and one he suggests facilitated the emergence of the corporeal choreographies of Nazi Germany (see also Willet, 1988) .
However, there is a risk here that such claims make the choreographic forms of fascism seem like the inevitable political outcome of the kinaesthetic affects of eurhythmics. But if the performative force of the nonrepresentational is to be taken seriously then no such inevitability can be assumed. Indeed, the kinaesthetic affects of eurhythmics are also implicated in the emergence of another diagram of transformation, the power of which is not so readily reducible to the discursively constituted politics of nation and`race', and one which might become creatively implicated in the very practice of enacting historical and cultural geographies.
This diagram also emerged through the opportunity Dalcroze was afforded at Hellerau, where, in addition to developing the pedagogical aspects of his practice, he was also able to explore the relevance of eurhythmics for questions of performance by collaborating with a theatre designer and theoretician, Adolphe Appia (1862^1928). This collaboration emerged initially through Appia's attendance at a demonstration given by Dalcroze and his pupils in Geneva in 1906. Appia described it thus:`T he participants expected to hear a lecture series illustrated by demonstrations of his pupils and, thus enlightened, to return home thoroughly versed in Eurhythmics. What an error! After five minutes the master gave us to understand that everyone had to come into the arena and undergo the great experience for himself. All refused to do so. What! Intelligence was not enough? The whole body had to participate? We had to expose ourselves to the ridiculous test! The situation was at once funny and serious' ' (1989, page 145) . Despite his initial surprise, the experiential and participatory nature of the demonstration generated immediate enthusiasm in Appia. In eurhythmics he felt he had finally found a corporeal complement to his ideas about reforming the scenographic and architectural conventions of theatre design (Beacham, 1987) . For Appia these conventions were problematic because they were based on a kind of static, painterly perspectivism divorced from what he understood as the animating space of the moving body. To realise fully the expressive potentials of the body Appia envisaged instead the development of a performance space that had three-dimensional depth, flexibility, and mobility. But a suitable system of`musical gymnastics' was also needed to awaken the body to the manifold expressive potentials of such spaces. Hence his enthusiasm for Dalcroze's work, and his claim that``trained in [eurhythmics] our body becomes a marvellous instrument of infinite possibilities. In contact with it, space comes to life and takes part in the living proportions of movement'' (Appia, 1989, page 196) .
After participating in the eurhythmics course, Appia began a close correspondence with Dalcroze. Initially this took the form of a number of designs for`rhythmic spaces' offered by Appia as the basis of future collaborative performances. For Appia the life of these performances would emerge between the three-dimensional architecture of theatre design and the movement of the body. As Beacham puts it,``Appia perceived that the way to bring these settings to life was by contrasting them with the human body. Their rigidity, sharp lines and angles, and immobility, when confronted by the softness, subtlety and movement of the body, would, by opposition, take on a kind of borrowed life '' (1987, page 49) .
The collaborative possibilities of such designs were more fully realised at Hellerau, where, as part of the invitation to establish his Eurhythmics Institute, Dalcroze was given the opportunity to construct a performance space to his own specifications. He and Appia worked together on the plans for this theatre, the final design and building work being supervised by the architect Heinrich Tessenov (Beacham, 1987) . The design of this space was innovative in a number of ways. First, doing away with the effort to represent reality through painted scenery, Appia wanted a three-dimensional space that would allow the body to realise its expressive potential. As he claimed,`T he study of bodily rhythm makes one particularly sensitive to the dimensions of Space. ... Space must here include simple and flat surfaces as well as obstacles, such as various stairs, platforms, ramps, walls, pillars, et al. designed to render the body more conscious of its balance and flexibility, of the infinite possibilities in its expressive power '' (1989, page 155) . Second, the performance space at Hellerau was designed in a deliberate effort to explode the boundary between the performers and audience, a spatial arrangement that Appia felt was arbitrary but``implanted in us: the book and the reader; the picture, the statue and the public' ' (1989, page 70, his emphasis) . The theatre at Hellerau was therefore designed and constructed with no proscenium arch, no orchestra pit, and no fixed stage. Third, because he felt that eurhythmics had the capacity to develop within students``a new sense ... called musico-luminous sense'', Appia had thousands of bulbs fixed behind moveable translucent linen panels on the walls and ceilings in order to facilitate the production of a``luminous sound, the precise adaptation of luminous vibrations in space to musical vibrations' ' (1989, page 151) .
In 1913 this space was used to stage a production of a number of scenes from Gluck's opera Orpheus and Eurydice, the most notable of which was Orpheus's`D escent into the Underworld''. A witness to the production noted,``it was beyond imagination. The space livedöit was a conspiring force, a co-creator of life'' (quoted in Appia, 1989, page 15) . Another witness, the writer Upton Sinclair, responded emphatically to what he saw, observing how, after the performance ended,``a storm of applause shook the auditorium. Men and women stood shouting their delight at the revelation of a new form of art'' (quoted in Appia, 1989, page 18) .
Despite the fact that the collaboration between Appia and Dalcroze at Hellerau ended in 1914, Appia's encounter with eurhythmics informed much of his subsequent writing (Beacham, 1987) . In this writing he developed further his thinking about Rhythmic Design by Appia, from Beacham (1987) . theatrical reform, articulating his ideas in this regard in relation to what he called the`New Presence', a form of kinaesthetic and cultural transformation based upon the production of spaces of`living art' through the rhythmic immediacy of the body. Unsurprisingly, eurhythmics institutes were crucial spaces in the articulation of this process. As Appia put it in an address to eurhythmics students in 1922:`A n institute of rhythmical and body training is at present certainly one of the places where the New Presence affirms the principles of artistic collectivity and aesthetic solidarity with a maximum of abundance and precision. The students who go beneath the surface of their instruction to integrate its echoes into their whole existence arrive at a remarkable degree of intensity' ' (1989, page 372) . These institutes were also important for Appia because they facilitated the emergence of a different approach to performance. Thus,`W e always imagine`we are going to perform' when we prepare the proper space for our plastic movements. This is wrong.`To perform' is indeed something quite different! Do I have to tell you this? All of us feel it: perhaps you are not yet conscious of it. For you to`perform' means to add to and for your body artificial and arbitrary elements in space which are alien to it and frequently degrading. Here you are in the very school to learn how to avoid those appendages. Here you learn precisely not`to perform'. On the other hand, surely nothing prevents you from taking hold of space and subordinating it to the proportions and harmony you have established in your selves '' (1989, page 219) . Such a transformation in the ethos of performance placed important demands upon the architecture of performance space. Crucially, for Appia, given a renewed sensitivity and appreciation of the dynamic, performative qualities of the animated space emergent through the movements of the body, and in the wake of his experience collaborating with Dalcroze on the design for Hellerau, it was`W rong to assign the same buildings to both the current dramatic repertoire and to new experiments. Their rigid frame, working by suggestion, greatly hampers our efforts to free ourselves. So let us give up these theatres to their dying past, and let us build basic structures designed simply to serve as a shell for the space in which we shall work. There will be no stage, no amphitheatre, only a bare and empty hall, which waits' ' (1989, page 197) . For Appia, the essence of such spaces would``no longer be historical like that of our buildings, but [would] always preserve enough positive and contemporaneous vitality to guide taste instead of paralysing and corrupting it'' (page 224). Such spaces of performance would instil in those that encountered them a sense of the multitude of creative possibilities inherent in the movement of the body. As such, they would also be spaces of continual transformative potential, through their very openness and flexibility of design. They would facilitate, without prefiguring, a multitude of performative gestures.
Appia's ideas in this regard can be understood in terms of an effort to diagram a new architecture of performative potential. This diagram attempted to connect with both the kinaesthetic diagram of rhythmic movement and the diagram of social and cultural transformation outlined above. In terms of the latter, this connective effort can be apprehended through the utopian gestures of Appia's ideas about the wider social, cultural, and aesthetic resonance of the New Presence, in which thè`D iagram [is] deployed in architecture as a potent political device, whether internally, acting on the formal and technological devices of architecture itself, or externally, working with the political and psychological program of a new social order. In this sense, the term`utopian' signifies not only a world apart but, more than that, a world to be made by social, political, and intellectual endeavour'' (Vidler, 2001 , page 90).
But, in addition to being understood in these utopian terms, Appia's ideas about a new architecture of performance space can also be considered in relation to the virtualising potential of the diagram, to the way in which the diagram as a performative map organises the forces of the corporeal in such a way as to allow for the emergence of new lines of thinking and moving. As noted earlier, in his discussion of the relation between the dynamic topology of architecture and the prepersonal, nonrepresentational forces of the sensible, Massumi (2002a) points to the role that a kinaesthetic diagram, or what he calls a`biogram', might play in facilitating the potentials of this relation. As Massumi asks,`W hat if topological architecture could find ways of extending the`diagrams' it designs into`biograms' inhabiting the finished product? What if it could find ways of embedding in the materiality of buildings open invitations for portentous events of individuation de¨ja© vu? ... To do this would require somehow integrating logics of perception and experience into the modelling. Processes like habit and memory would have to be taken into account. As would the reality of intensive movement. Ways of architecturally soliciting an ongoing eliciting of emergent formsfunctions at the collective hinge of perception, hallucination, and cognition would have to be experimented with. Techniques would have to be found for overfilling experience. The methods would have to operate in a rigorously anexact way, respecting the positivity of the virtual's vagueness and the openness of its individual endings. Never prefiguring'' (page 191). Massumi is writing about particular kinds of contemporary architectural work (see section 2 above). However, in its effort to facilitate the emergence of performance spaces that engage the rhythmic immediacy of the body, Appia's work can be understood in terms of an earlier kind of diagrammatic, or`biogrammatic' effort. Facilitated by an encounter with the kinaesthetic diagram of eurhythmics, Appia was trying to articulate another diagram of performance space, one that attempted to provide a way of always working to charge the actual immediacy of the present with the enlivening potentials of the virtual.
Appia's diagram of performance space can therefore perhaps be understood as a proto-example of architecture understood as a``technology of movement ... in direct membranic connection with virtual event spaces'', architecture that``functions topologically, [and] abstract-concretely to inflect determinations of potential experience'' (Massumi, 2002a, page 204) . This is significant because, as Massumi puts it,``practices of architecture allied with experimental art'' (page 191) might have much to contribute to the process of``building discrete forms in functional configurations, but in ways that newly reaccess the infinities of experiential potential'' (page 197). As Beacham (1987) argues, one of the most important aspects of Appia's work is the extent to which it anticipates, without determining, a new kind of performance space animated by the performative potentials of corporeality. This performance space moved beyond the existing architecture of the theatre in a way that opened up the aesthetic and ethical configurations of performance onto a multitude of experimental and enlivening potentials yet to emerge. As Beacham puts it:`T he performance art groups, environmental and laboratory theatres, happenings, improvisations, and other experiments of recent years, all taking shape in a variety of new forms and formats, were distantly perceived and predicted in [Appia's] evocation of`study-sites', communal and collaborative art, and new modes of creative activity '' (1987, page 154) . Facilitated by an encounter with eurhythmics, then, Appia's work can be understood in terms of an effort to diagram a space in which things might happen, exactly the kind of space through which new sensibilities of the power of performance might be apprehended, and by implication, a space in which the political sensibilities of nonrepresentational styles of thinking and working might be explored. (16) Apprehending this potential is not necessarily a question of reenacting, re-presenting, or reproducing the space of Appia's architecture, or the kinds of performances, such as Orpheus's descent into the underworld, that are implicated in the emergence of these spaces. But it does involve a commitment to an ethics of enactment (Dewsbury et al, 2002) that, in critically engaging with the historical and cultural geographies of corporeal performance and practice, becomes responsive and``attentive to the unknown that is knocking at the door'' (Rajchman, 1999, page 46) . This is not an argument for a kind of dreamy mysticism. It is an argument for cultivating the capacity to take up and be taken up by diagrammatic lines. As Deleuze puts it,`W hat we call a`map', or sometimes a`diagram', is a set of various interacting lines (thus the lines in a hand are a map). There are of course many different kinds of lines, both in art and in a society or a person. Some lines represent something, others are abstract. Some lines have various segments, others don't. Some weave through a space, others go in a certain direction. Some lines, no matter whether or not they're abstract, trace and outline, others don't. The most beautiful ones do. We think lines are the basic components of things and events. So everything has its geography, its cartography, its diagram. What's interesting, even in a person, are the lines that make them up, or they make up, or take, or create' ' (1995, page 33) . Through its implication in this kind of diagrammatics one might better apprehend how that moment at the Chisenhale, noted at the outset, emerges from and becomes implicated in the practice and performance of the historical and cultural geographies of eurhythmics. Thus, in the course of preparing for the research residency at the Chisenhale, and knowing only that the space in which we were to work was a narrow corridor and stairwell, I scribbled some sketches in a notebook, informed in part by the kinds of rhythmic designs of Appia.
Such sketches provided some diagrammatic orientation to my thinking about movement in a space as yet unknown, in the sense that I began thinking about the (16) In this context it is interesting to consider the subsequent fate of the performance space inspired by the collaboration between Appia and Dalcroze at Hellerau. In the late 1930s it was appropriated by the Nazis and turned into a military school. After the Second World War it became a military hospital. When the Soviet Army left in 1992, the site was reclaimed by a group of independent cultural workers who have since attempted to transform it into a``European cultural workshop for the performing and visual arts'' (Birringer, 1998) .
architectural economy of this space as series of lines of movement through and against which the movement of the body might play. But they were not an effort to develop a representational plan that framed or choreographed in advance what would happen in the space of the Chisenhale. Instead, and because, as Deleuze puts it,``from one diagram to the next, new maps are drawn'' (1986, page 44), these lines can be understood as drawing upon the eurhythmically facilitated rhythmic spaces of Appia at the same time as they open, figurally, onto a space of virtual potentiality from which new lines of movement and encounter could emerge. Their function is connective and potentialising rather than representational, facilitative rather than determinant of the contexts through which the moment noted at the outset emerged, an emergence that was unanticipated but not unthinking, an emergence that remained virtual until it was actualised by the nonrepresentational rhythmic affects of walking and talking in that corridor and stairs, an actualisation facilitated by exactly those corporeal capacities about which Dalcroze was so enthusiastic.
6 Conclusion: power, lines`P olitics is active experimentation, since we do not know in advance which way a line is going to turn.' ' Deleuze and Parnet (2002, page 134) The concept of the diagram provides an important way of apprehending the historical and cultural geographies of eurhythmics in terms of the affective power of its practice and performance. Here these geographies have been apprehended diagrammatically in terms of the relation between kinaesthetic movement, social and cultural transformation, and architectures of performative potential. However, if the effort to engage with the geographies of eurhythmics is to take seriously the nonrepresentational powers of practice and performance, then it must become responsive to the affective force and virtualising power of the various lines of diagrammatic thinking. Taking up such lines does not abdicate questions of politics. Rather, it multiplies them. This is because there are many different kinds of lines and not all are`lines of flight'. There are lines of rigid segmentarity, such as family, nation, gender, race,`a ll kinds of clearly defined segments, in all kinds of directions, which cut us up in all senses'' (Deleuze, 1986, page 124) . But such lines of segmentarity do not close things down. They are always caught up in and traversed by those``lines which are much more supple, as it were molecular'' lines that``trace out little modifications, make detours, sketch out rises and falls'' (Deleuze and Parnet, 2002, page 124) . As Deleuze continues,`m any things happen on this second kind of line öbecomings, micro-becomings, which don't even have the same rhythm as our`history' ''(page 124).
But the fact that there are different kinds of lines means that the political field of a diagrammatic engagement with the geographies of a practice such as eurhythmics extends beyond the degree to which the collaboration between Dalcroze and Appia can be positioned in relation to discursively constituted categories such as nation and race'. It also extends to a consideration of how, for instance, the diagrammatic space of Appia's hopeful architecture of performative potential might be taken up in a way that suspends the point of judgment for wonder at what new connections and sensibilities might emerge. It points to the possibility of a way of apprehending the organisation of relations of force in such a way as to provide for the emergence of another kind of line, a line that carries``us away, across our segments, but also across our thresholds, towards a destination which is unknown, not foreseeable, not pre-existent'' (Deleuze and Parnet, 2002, page 125) .
This, of course, is no guarantee that anything good will happen. Neither is it a guarantee that anything bad will happen. It is precisely this uncertainty that makes the moment political (assuming that geography has to be political in order to facilitate the emergence of`affects' in the world, something that is by no means inevitable), insofar as it is productive of a difference whose sense is not circumscribed by the territories of identity. It is a politics committed to drawing out the potential of the virtual, a real but abstract``productive power of difference'' (Ansell-Pearson, 2000, page 4),``an immanent ... but not an eminent power'' (page 1), one that``with respect to experience, shows us how it is possible to develop a conception of experience enlarged and gone beyond'' (page 8).
Thus, diagrammatically taking up, and becoming taken up in, the nonrepresentational, affective lines of power of a practice such as eurhythmics is important insofar as it provides a way of doing geography that escapes the imperative of seeking to excavate history in order to politicise a concern with the performance of the present. It points instead to the possibility that apprehending the power of eurhythmics might be as much about facilitating the emergence of new ways of animating the present. This, as Robert E Somol puts it, is because``diagrammatic work is projective in that it opens new (or, more accurately,`virtual') territories for practice '' (1999, page 23) . Diagrammatic interventions are generative, creative gestures, not programmatic or prefiguring ones, and are not given political force by the policing of an already-constituted field of power. Rather, they are about facilitating the emergence of a field of power that`n o longer occupies a single time but is instead crossed by multiple lines of descent and launches into the future as an undetermined set of possibilities'' (Rodowick, 2001, page 171) . Indeed, as Ansell Pearson puts it, the diagram allows one to grasp hoẁ`T he task of going`beyond' what history has made us, to be carried out through the production of new lines of thought and life, does not at all rest on a negation, or disavowal, of history and politics, but rather on a fundamental reconfiguration of them. The aim of this reconfiguration is to open up history and politics to a`creative evolution' by showing the vital possibilities of what one might call a rhizomatics of historical time' ' (1999, page 223) . Insofar as the work of geography can take up this diagrammatic in spaces such as the corridor and stairwell of the Chisenhale, it might begin ceasing to demand that practice, performance, and the event of enactment be required to do justice to a field of the political delimited by a threshold of discursive representationalism, and instead open the field of the political to the territories of potential animated by the affective power of movement.
